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RIW GUARANTEED HIGH-FIDELITY 

SCHEHERAZADE 
The New York Philharmonic, Leonard Bernstein, Conductor 

John Corigliano, Violin Soloist 

The Sea and Sinbad’s Ship 

The Story of the Kalander Prince 

# The score of Scheherazade is prefaced by the 
following story: “The Sultan Schahriar, con- 
vineced of the duplicity and infidelity of all 
women, vows to slay each of his wives after 
the first night. The Sultana Scheherazade, how- 
ever, saved her life by the expedient of re- 
counting to the Sultan a succession of tales 
over a period of a thousand and one nights. 
Overcome by curiosity, the monarch postponed 
from day to day the execution of his wife, and 
ended by renouncing altogether his sanguinary 
resolution. 
“Many were the marvels recounted to Schah- 

riar by Scheherazade. For the telling of these 
she drew from the verses of the poets and the 
words of folk songs and tales, connecting her 
stories one with the other.” 

Two principal motives dominate the entire 
work. The first is heard immediately at the be- 
ginning, fortissimo, with trombones doubled 
by clarinets, bassoon and strings, and denotes 
the Sultan. The second is a rambling, feminine 
theme for solo violin heard immediately after 
the Sultan motive and often again through the 
work, particularly in the intermezzo in the 
third part and the introduction to the fourth. 
Generally this theme indicates Scheherazade’s 
“telling her wondrous tales to the stern sul- 
tan,” as the composer describes it. 

These motives are not to be taken too liter- 
ally, however, for Rimsky-Korsakov also uses 
them when no mention is intended of either of 
these characters. He explained in his auto- 
iography, My Musical Life, ‘In vain do peo- 
e seek in my suite leading motives linked un- 
kenly with ever the same poetic ideas and 

-conceptions. On the contrary, in the majority 
of cases, all these seeming leitmotives are 

- nothing but purely musical material or the 
given motives for symphonic development. 
These. given motives thread and spread over 
all the movements of the suite, alternating and 
ater ining each with the other. Appearing 
as they do each time under different illumina- 
tion, depicting -each time different traits and 
expressing different moods, the self-same given 
motives and themes correspond each time to 
different images, actions and pictures. Thus, 
for instance, the sharply outlined fanfare 
motive of the muted trombone and trumpet, 
which first appears in the Kalender’s Narra- 
tive (Movement II) appears afresh in Move- 
ment IV, in the delineation of the wrecking 
ship, though this episode has no connection 
with the Kalender’s Narrative. The principal 
theme of the Kalender’s Narrative (B minor, 
3/4) and the theme of the Princess in Move- 
ment III (B-flat major, 6/8, clarinetto) in 
altered guise and quick tempo appear as the 
secondary themes of the Bagdad festival; yet 
nothing is said in The Arabian Nights about 
these persons taking part in the festivities. 
The unison phrase, as though depicting 
Schekherazada’s stern spouse, at the beginning 
of the suite appears as a datum, in the Kal- 
ender’s Narrative, where there cannot, how- 
ever, be any mention of Sultan Shakhriar. In 
this manner, developing quite freely the 

ae 

The Young Prince and the Young Princess 

Festival at Bagdad—The Sea—The Ship Goes 
to Pieces Against a Rock Surmounted by a 
Bronze Warrior—Conclusion. 

Nikolai Rimsky-Korsakov born at 

Tikhvin (Novgorod) Russia, March 18, 

1844; died in St. Petersburg June 21, 

1908. 

Scheherazade, Symphonic Suite, Op. 

35, composed in 1888. 

musical data taken as a basis of the composi- 
tion, I had in view the creation of an orches- 
tral suite in four movements, closely knit by 
the community of its theme and motives, yet 
presenting, as it were, a kaleidoscope of fairy- 
tale images and designs of oriental character 
. . . Originally I had even intended to label 
Movement I of Schekherazuda—Prelude; II— 
Ballade; III—Adagio; and IV—Finale; but on 
the advice of Lyadoff and others I had not 
done so. My aversion for the seeking of a too 
definite program in my composition led me 
subsequently (in the new edition) to do away 
with even those hints of it which had lain in 
the headings of each movement, like: The Sea; 
Sinbad’s Ship; the Kalender’s Narrative, etc. 

“In composing Shekherazada I meant these 
hints to direct but slightly the hearer’s fancy 
on the path which my own fancy had traveled, 
and to leave more minute and particular con- 
ceptions to the will and mood of each. Ali I 
had desired was that the hearer, if he liked 
my piece as symphonic music, should carry 
away the impression that it is beyond doubt 
an oriental narrative of some numerous and 
varied fairy-tale wonders and not merely four 
pieces played one after the other and com- 
posed on the basis of themes common to all four 
movements. Why then, if that be the case, does 
my suite bear the name, precisely, of Shekher- 
azada? Because this name and the title The 
Arabian Nights connote in, everybody’s mind 
the East and fairy-tale wonders; besides, cer- 
tain details of the musical exposition hint at 
the fact that all of these are various tales of 
some one person (which happens to be Shek- 
herazada) entertaining there with her stern 

husband.’’* 
= “T have tried to show the student how to ob- 
tain a certain quality of tone .. .’’ Rimsky- 
oradile wrote in the Preface to his Prin- 
ciples of Orchestration. “Nevertheless, I do not 
claim to instruct him as to how such informa- 
tion should be put to artistic use... For...a 
treatise on orchestration, can demonstrate how 
to produce 4 well-sounding chord of certain 
tone quality, uniformly distributed, how to de- 
tach a melody from its harmonic setting, cor- 
rect progression of parts, and solve all such 
problems, but will never be able to teach the 
art of poetic orchestration. To orchestrate is 
to create, and this is something that cannot be 
taught.” 
*Reprinted from My Musical Life by Nikolai Rimsky- 
Korsakov. Translated by Judah A. Joffe, by permis- 
sion of Alfred A. Knopf, Inc. © 1923-1942 by Alfred 
A. Knopf, Ine. 

It can, perhaps, be self-taught to some ex- 
tent, however, and the pattern of Rimsky- 
Korsakov’s career is a case in point. At the 
beginning of his composing career he was a 
musician and composer only by avocation. His 
parents were aristocrats, and though he was 
encouraged to study piano from age six and 
composition from age nine, he was destined 
for a career in the Russian Navy, a profession 
considered befitting his high-born station. He 
entered the Naval College in St. Petersburg in 
1856, at age twelve, and did not leave the 
Navy until 1873. His First Symphony, at- 
tempted as a result of the encouragement of 
Balakirev, was completed during a three-year 
eruise, and when it was performed in St. 
Petersburg the enthusiastic audience was 
surprised to see the young composer take his 
bow in navai uniform. When he did decide to 
make music his main endeavor he joined in 
the nationalistic movement in music as a mem- 
ber of what was later to be referred to as 
“The Cabinet” or “The Russian Five.’ The 
other four principals were Balakirev, Cui, 
Borodin and Moussorgsky. Tchaikovsky, who 
stood apart from this clique, referred to it 
critically in a revealing letter to Mme von 
Meck in December 1877: 

The young Petersburg composers are 
very gifted, but they are all impreg- 
nated with the most horrible presumptu- 
ousness and a purely amateur conviction 
of their superiority to all other musicians 
in the universe. The one exception, in 
latter days, has been Rimski-Korsakov. 
He was an ‘auto dictator,’ like the rest, 
but recently hé has undergone a com- 
plete change. By nature he is very earn- 
est, honorable, and conscientious. As a 
young man he dropped into a set which 
first solemnly assured him he was a 
genius, and then proceeded to convince 
him that he had no need to study, that 
academies were destructive to all in- 
spiration and dried up creative activity. 
At first he believed all this. His earliest 
compositions bear the stamp of striking 
ability and a lack of theoretical training. 
The circle to which he belonged was a 
mutual admiration society. Each mem- 
ber was striving to imitate the work of 
another, after proclaiming it as some- 
thing very wonderful. Consequently the 
whole set suffered from one-sidedness, 
lack of individuality, and mannerisms. 
Rimski-Korsakov is the only one among 
them who discovered, five years ago, that 

_ the doctrimes preached by this circle had 
no sound basis, that their mockery of the 
schools and’ the classical masters, their 
denial of authority and of the master- 
pieces, was nothing but ignorance. I pos- 
sess a letter dating from that time which 
moved me very deeply. Rimski-Korsakov 
was overcome by despair when he 
realized how many unprofitable years he 
had wasted, and that he was following 
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a road which led nowhere. He began to 
study with such zeal that the theory of 
the schools soon became to him an in- 
dispensable atmosphere. During one 
summer he completed innumerable ex- 
ercises in counter-point and sixty-four 

fugues, ten of which he sent me for in- 
spection. From contempt for the schools, 
Rimski-Korsakov suddenly went over 
to the cult of musical technique. Shortly 
after this, his symphony and also his 
quartet appeared. Both works are full 
of obscurities and—as you will justly ob- 
serve—bear the stamp of dry pedantry. 
At present he appears to be passing 
through a crisis, and it is hard to pre- 
dict how it will end. Either he will turn 
out a great master, or be lost in contra- 
puntal intricacies. 

m= In 1871 he was appointed professor of 
composition and instrumentation in the 
St. Petersburg Conservatory. His connec- 
tion with the Navy he continued only as in- 
spector of naval bands. Even after he had 
come through the pedagogical crisis in his 
life he continued to study the masters, both 
Russian and foreign, in particular the scores 
of Glinka and the Trait d’ instrumentation of 
of Berlioz. His attempts to codify his own 
experience in mastering orchestral techniques 
are enlightening, particularly the following 
judicious axiom: “In the orchestra there is 
no such thing as ugly quality of tone.” This es: 
key alone opened the door, by way of his 
gifted pupils-—Glazounov, Ippolitov-Ivanov, 
and most particularly Igor Stravinsky—to a 
whole new world of musical sound. 

“It is a great mistake,” Rimsky-Korsakov 
opined in his Preface, “to say: this composer 
scores well, or that composition is well orches- 
trated, for orchestration is part of the very 
soul of the work. A work is thought out 
in terms of the orchestra, certain tone colors — 

_ being inseparable from it in the mind of its 
creator and native to it from the hour of its = 

birth.” 
. 

Such a statement may seem inarguable to 
us today, but as Irving Kolodin remarked in 
the notes to the Philharmonic performance, 
“it is never beside the point to recall when 
thought on the subject was confused, and so 
evocative and outspoken a masterpiece as 
Scheherazade was a beacon light to the future 
as well as a magnetic pole for the affections 
of music lovers.” 

Notes by CHARLES BURR 

* * * 

m Library of Congress card number R59-1158 
applies to this record. 
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